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massive swelling river thundering into a serene and peace-*
ful sea Shakespeaie, remember,, does not fear an anti-
climax And the temporal sequences in Shakespeare build
something beyond the temporal, its crashing and mighty
rhythms raise an architecture surpassing speech For,
though the play be "full of sound and fury*, it is very far
from 'signifying nqthing9

WHAT IT
So it will not foft^yfthal^we are e&$u$ed from efcact analysis
of imagery, syiro^and thought? Jrhough a speech be a
sound-sequence,^$|jf!^ nof s^uiii well unless tlie speaker
has some degree or^^di^r&tA^y^g Similarly a whole play
( will not move well urJS^lfofc producer realizes a lot more
than the general rhythmic succession of big sounds We have
stressed the importance of varied movement and rhythmic
undulations, but this very variety and rhythm depend ulti-
mately on meaning of various kinds, and the meanings,
once you start on them, are most subtle and comprehen-
sive
But, you may say, the plays were meant to be acted, and
even an ideal spectator can at any one performance receive
only a general sense of story and grand action Yet that
general sense may be taken to include an awareness of
every word that has been said during the performance, of
everything that preceded in its interrelation with every-
thing else That is why one experience of a great work is not
enough, we must grow to know it Shakespeare, like the
Greek dramatists, preferred plots not entirely new to his
audience, for the eirly scenes should gain power from some
knowledge of what is to come Ideally the whole play should
be semi-consciously in the mind at every separate moment
of it The final result will be a massed aica ol the mind3
rather spatial than temporal which spatiahty nevertheless
includes the gathering power and ihylhms of a sequence
It is therefore both spatial and temporal
As your knowledge of a Shakespearian play increases you